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BIOGRAPHICAL SKETCH 
and 
FOREWORD 


Carlo Blasis would have been a conspicuous figure in whatever 
age or land he had lived. Clearly his spiritual home was Renais- 
sance Italy but I can see him, too, in our own generation, taking 
the Atlantic in his stride and full advantage of all the mixed 
blessings modern society has to offer. A versatile artist, steeped 
in classical scholarship, he was none the less an astute observer 
of his fellow men and the possessor of a keen analytical mind. 
We are told by his contemporaries that he was a universal genius 
and could have won equal recognition as writer, painter or mu- 
sician. Fate decreed, however, that he should be born in the 
nineteenth century and that his channel of influence, which dur- 
ing his lifetime spread throughout Europe, should be in the 
sphere of dancing. 

The Blasis family was said to trace its origins to Patrician 
Rome where under Augustus and Tiberius it was known as the 
Blassi. Carlo’s ancestors distinguished themselves in their coun- 
try’s service and his grandfather was an Admiral who served in 
his youth under the well-known Carracciolo, a notable adversary 
of Nelson. Indeed Carlo’s father, Francesco Blasis, was the first 
member of the family to embark upon an artistic career. Des- 
tined by family tradition for the Navy, Francesco received his 
early education at the Italian Naval Academy; but at the age 
of sixteen he found the life so uncongenial that he determined, 
in the face of strong parental opposition, to follow his natural 
bent and study music. His own recollections of youthful frustra- 
tion and family dissent may well have helped to shape the ideal 
parent which he was to become. The inclinations and aptitudes 
of each of his three children were consulted and observed with 
the utmost care by him before a vocation was chosen, after 
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which no pains were spared to ensure that they received the best 
possible tuition and the most intelligent guidance and encourage- 
ment in their work. As a result he was held in affectionate 
esteem by them all as can be seen in the delightful dedication to 
this volume. 

Carlo was born in Naples and the date of his birth is given 
as November 4th, 1803. When he was still very young the family 
moved to Marseilles and it was then they dropped the prefix de 
from their name for political reasons. His father was by this 
time well established in the musical world and numbered amongst 
his circle of friends men of letters, painters and musicians, with 
the result that Carlo was brought up in an atmosphere very fa- 
vourable to his artistic development. His eager, enquiring mind 
was particularly receptive to these influences and assimilated all 
he saw and heard. His father undertook his son’s musical educa- 
tion personally and Carlo was provided with eminent instructors 
in architecture, drawing, modelling, etc. Geometry was taught 
him by Ferogio and other mathematics by Wronski. Sabbato de 
Mauro and later Dutrouille were his tutors in anatomy, while his 
literary studies were in the hands of Guimot. He was placed un- 
der the best available dancing masters and since he showed great 
promise, and a stage career offered the most immediately remun- 
erative prospects, it was decided that he should become a dancer. 

At an early age, while his general education must yet have 
been in progress, he made his first public appearance at the 
principal theatre in Marseilles. This was followed by a suc- 
cessful tour of provincial towns and some years later he made 
his debut in Bordeaux as a fully fledged dancer. He had an ex- 
cellent reception there and the good fortune to come into close 
contact with Dauberval, then in charge of its Dancing Academy 
which at that time maintained a very high artistic standard. In 
the meanwhile the Blasis family had settled in Bordeaux where 
Carlo’s father further enhanced his reputation as a composer and 
held an important municipal musical appointment. His two sisters 
Teresa and Virginia were preparing for stage and operatic ca- 
reers respectively, and Carlo himself was already trying his hand 
at ballet composition in his spare time. 

By now his reputation as a dancer was such that he received 
an invitation to dance before the Royal Academy of Music in 
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‘Paris and he subsequently achieved a considerable success at the 
Opera. Jealousy and intrigue, however, interfered with his work 
there and he was obliged to leave, but not before he had come 
under the influence of Gardel whom he held in the highest esteem 
and who in his turn took a great interest in the young dancer. 
After a brief provincial tour in Northern France he went to 
Milan to fulfil an engagement at the Scala, where he danced for 
fourteen seasons and laid the foundations of his long and distin- 
guished association with this traditional home of opera and ballet. 

During this time he was actively engaged in choreography and 
he must have been working upon his first book. Here I should 
like to say how extremely difficult it is to fix exact dates upon 
Carlo’s earlier artistic or private activities. The chief sources of 
information are contemporary biographers who incline to serve 
up their hero so heavily garnished in rhetorical bouquets as to 
make it almost impossible to disentangle such prosaic quantities 
from the flowery maze. Even the date of his birth seems to me 
open to doubt but I shall deal with this later. At all events we 
do know that in 1820, when he was probably still in his teens, 
this Treatise was published in Milan and that by then he had 
danced for at least one season at the Scala and had an impressive 
number of choreographic efforts to his credit. 

The ensuing years brought him engagements in all the princi- 
pal Italian cities and he again visited France professionally. He 
also published a book in Paris called de l’Origine et des Progrés 
de la Danse ancienne et moderne, which appears to have been a 
learned dissertation and gained him some recognition in French 
literary circles. In 1826 Blasis came to London as premier dan- 
seur at the King’s Theatre, now the Haymarket, where he was 
given a triumphant reception. He seems to have reciprocated the 
London audiences’ warmth of feeling and he remained in Eng- 
land for some time. He found the atmosphere congenial to his 
literary work and it was here that he wrote and published in 
English his magnum opus upon the dance, The Code of Terpsi- 
chore. Its actual publication in this country was attended by mis- 
fortune as the publisher went bankrupt while it was still printing 
and the greater part of the impression fell into the hands of his 
creditors. The result was that only a very limited number of 
copies, which had already been bound and sent to editors of pe- 
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riodicals for review, were published in England. In the mean- 
while a few of these found their way over to France and the 
work was translated into French under the title Manuel Complet 
de la Danse and ran into several editions. This tome, which be- 
came the standard reference book upon the subjects it embraced, 
covered in great detail the whole field of theoretical and practical 
dancing, pantomime and ballet composition, with a final section 
devoted to ballroom dancing. 

Early in the eighteen thirties Blasis accompanied his sister 
Virginia, by now a celebrated prima donna, to Genoa where she 
had an engagement to sing; and while there he met Annunziata 
Ramaccini the young dancer who became his wife. Talented and 
ambitious, Annunziata came of a theatrical family with dancing 
in its veins. She was ten years younger than he and one can 
imagine the delight that Blasis took in moulding this promising 
material into his conception of the complete artist. Under his 
guidance Annunziata developed into an accomplished character 
dancer and after their marriage they appeared together with con- 
spicuous success, until an accident to his foot led Blasis to aban- 
don the stage. 

This important milestone in Blasis’ life occured in Naples, just 
after he had signed a five-year agreement to appear at the San 
Carlo Theatre, and brought his career as a dancer to a full stop. 
This need not have been the case as he could still perform all the 
less spectacular steps, but with characteristic thoroughness Blasis 
was unprepared to do anything by halves. Behind his joking re- 
mark that he would leave the theatre before the theatre left him 
lay a wealth of wordly wisdom. Whatever natural disappointment 
he may have felt at abandoning the physically active side of his 
profession so early in life there could be little doubt that, with his 
wide knowledge and varied capabilities, he was still upon the 
threshold of his career. Now he would have more time to devote to 
choreography and above all to the development of his theories in 
teaching, which by now he doubtless realized were to be his great 
contribution to the art he loved. At first his newly found leisure 
was turned largely to choreographic works composed for Annun- 
ziata and it is noteworthy that practically all of Blasis’ ballets 
were published. These, together with his various literary activities 
which included frequent articles in current Reviews, and his per- 
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sonal contacts with dancers had made his influence widely felt 
and paved the way for the assignment which was to follow. 

In 1837 Blasis was made Director of the Imperial Academy 
at Milan, with his wife as co-director. It was one of those all too 
rare academic appointments that are both fitting and popular. 
Here was Blasis’ great opportunity to put his ideas into practical 
effect under conditions where they could produce the best results. 
The Academy, which was connected with the Scala, had then 
been established about twenty-five years and on the whole had 
been a disappointment to its governing body. They looked to 
Blasis for great things and their hopes were well founded. Dur- 
ing his directorate it became the leading dancing Academy of the 
world and up to our own time has sent teachers all over the 
globe to spread the Italian technique. Russia owes much to Italian 
dancing masters who have given her dancers that precision and 
sparkle which, for all their superb native elevation and elasticity, 
they might otherwise have lacked. 

His academic duties did not prevent Blasis from finding time 
to write and every year saw new publications under his name, 
ranging from biographical sketches of Garrick and Fuseli to an 
ambitious work, which he himself regarded as his most import- 
ant contribution to literature, entitled L’Uoino, Fistco, Intellet- 
tuale e Morale. Nor did he remain in Italy the entire time. In 
1847, during one of the periodic leaves of absence granted to 
Blasis and his wife, which were of a few months’ duration but 
allowed only one to be absent at a time, he came to London 
again. Madame Blasis was in the habit of fulfilling dancing en- 
gagements during her vacations and Blasis took this occasion to 
accept an invitation to Drury Lane as Ballet Composer. Later he 
went in the same capacity to Covent Garden, recently rebuilt and 
re-christened the Royal Italian Opera House. This was his sixth 
visit to England but sixteen years had elapsed since he had last 
crossed the Channel and he was deeply impressed by the changes 
that had taken place. Today we read his panegyric to Victorian 
industrialism with an indulgent smile. When he ends his letter 
to an old friend in Milan “The Englishman is a deep thinker, he 
has given the world excellent philosophical works together with 
the steam boat, the railway engine and gas light — so what more 
could one ask,” we glimpse that amusing and highly practical 
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angle of Blasis’ psychology which makes us see him at home in 
an aeroplane or blissfully shooting up forty stories in an Amer- 
ican skyscraper. 

Taglioni and Blasis were contemporaries but there is little re- 
ference in his works to any of the leading names associated in 
our minds with the Romantic movement in ballet. One is tempted 
to conclude that his leaning towards classicism led Blasis to look 
askance at the flood of German moonlight enveloping northern 
Europe. Indeed, some thrusts at authors turned ballet critics seem 
aimed at Gautier himself. 

To sum up Blasis achievements, it was his indefatigable industry 
almost as much as his natural talents that brought him success. 
Indeed his life was a shining example of his own favourite max- 
im that a person who knows how to use time always has plenty. 
The pictures we have of him suggest that he was as robust in 
body as in mind. In later years Blasis’ personal contacts and di- ” 
rent influence extended to the Academies in Warsaw and Moscow 
and almost until the end of his days he prided himself upon 
working twelve hours out of the twenty-four. With his death in 
1878 a great artistic personality of the nineteenth century passed 
away. 

An Elementary Treatise upon The Theory and Practice of the 
Art of Dancing published in Milan in 1820, is interesting as be- 
ing Blasis’ earliest literary effort, and is in fact the first compre- 
hensive book on dancing technique, as we understand it today, to 
appear in print. It formed the basis for his Code of Terpsichore, 
much of the text of which is taken word for word from it. As 
evidence of its immediate popularity, translations into Italian, 
Danish, Spanish and English were forthcoming within a few 
months of its publication. The treatise bears all the hallmarks 
of immaturity. Eager enthusiasm mixed with the sort of pom- 
posity one associates with a boy smoking his first cigar, only 
that being Carlo Blasis it causes him no discomfort. The passing 
smile it evokes from the reader soon gives place to astonishment 
when Blasis’ general knowledge and authoritative expression are 
compared to those of the average youth of his age. Besides the 
excellent education which we know he received his reading must 
have been very extensive as he quotes freely from varying sources 
to establish facts or reinforce his own theories; and if we can 
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trip him up occasionally it only has the reassuring effect of mak- 
ing him more humanly credible. 

_ And there is no doubt that he was extremely human and not 
always above the tempting practice of a convenient rearrangement 
of facts to suit his own purposes. Doubtless, like many another, he 
came to believe these little flights of fancy himself, as for ex- 
ample the legend that it was he who originated the Attitude. His 
expressed opinion, in this treatise, that the position then in cur- 
rent usage and specifically referred to as the Attitude “is an 
adaptation of that which is most admired in the Bologne Mer- 
cury” may surprise readers who had always understood that 
Blasis laid claim to its introduction — So, perhaps, he did in 
later years, and the fact that he was first to pirouette en attitude 
strengthened the claim. Then there arises the question of his age, 
that time-honoured test of human veracity. His biographers assert 
that he was born in 1803, yet in the final chapter of this treatise, 
published in 1820, he mentions his age at the time of writing as _ 
being between twenty-three and twenty-four. Now it seeins quite 
understandable that upon the eve of his literary debut he may 
have felt additional years would lend weight to his words, but one 
cannot help. thinking that six years would have proved an uncon- 
vincingly long leap forward, especially for one already familiar 
to a considerable public by his appearances on the stage. Therefore 
the possibiity arises that during his forties, when the first bio- 
graphical sketches of him began to appear, Blasis found it con- 
venient to discard a few years.’ 

But these conjectures although intriguing are trivial, the real 
interest of this treatise lies in its perenniality. It is nearly a 
hundred and twenty-five years since Blasis wrote it but much of 
his general criticism is as applicable today as it was then, and 
with a few minor alterations it could serve as a modern text 
book. Strides have been made during our own times in the meth- 
ods of teaching dancing, notably by Cecchetti, who was Blasis’ 
direct artistic descendant; but the fundamentals laid down by 
Blasis himself are unchanged and the ideals and traditions estab- 
lished by him during his intendancy at the Imperial Academy in 


1 Since my arrival in America I have learned from Mr. Walter Toscanini that 
the date of Blasis’ birth is recorded in a Venetian Almanac as being 1797— 
this exactly tallies with his own version in this treatise. 
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Milan find their echo in every well-conducted present-day school 
of dancing. 

Since Diaghileff and his gifted countrymen re-awakened the 
public’s interest in ballet both in England and America a whole 
literature upon the subject has sprung up tracing its history and 
development from Catherine de Medici to our own times. As 
Carlo Blasis is one of the strongest and most essential links in 
this chain he cannot fail, I think, to interest the present genera- 
tion of dancers and students of the dance. To those amongst 
them who may find the monumental character of his Code of 
Terpsichore somewhat forbidding this new translation of his 
shorter work is offered. 

Through the good offices of Mr. Cyril Beaumont I have been 
fortunate in obtaining a first edition of the treatise and it is 
from this I have worked. My aim has been to make a free trans- 
lation, while preserving Blasis’ style and the nineteenth century 
flavour. I should add that I have re-edited it extensively to spare 
the reader frequent recourse to foot notes. 


MARY STEWART EVANS, 


London. 
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C’est en vain qu’aujourdhui des chants melodieux 
Sur la Scene appellent les Graces 
Si la danse n’amuse. et ne charme les yeux 


L’ennui suit les plaisirs, et vole sur leurs traces. 


Fuselier. 


\ 


Today the most melodious songs have failed to woo 
The Graces to our stage. Thus, if the dance appeals 
To neither wit nor eye, what’s to ensue 


Save pleasure’s flight and ennui lingering at its heels. 


Fuselier. 
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LETTER 
to 
Monsieur F. A. Blasis, 
MY FATHER, 


former member of The Naples Conservatory and 
Director of the Philharmonic Section of the Mu-— 
seum of Public Instruction, at Bordeaux. 


Amongst my friends who are interested in this work there are 
those desirous that I should dedicate it to one whose name would 
shed distinction upon its pages. They even hint that a generous 
Maecenas, in accepting the compliment, might bequeath some 
more practical token of his appreciation upon the author than 
mere goodwill. 

I have considered these assets, which the public invariably ap- 
praise at their true value, and upon reflection reached the conclu- 
sion that the name of an artist beloved of the Muses, and distin- 
guished for his excellent work, is amply illustrious to adorn the 
opening pages of a work devoted to the arts! Moreover there 
can be no doubt that he will be capable of appraising both its 
shortcomings and its usefulness. 

As for the doubtful favours sometimes purchased at the price 
of sycophancy, I am already the recipient of one so great and 
granted with such tenderness as to balance all accounts with my 
Maecenas. I have therefore rejected the suggestions of my 
friends, whom I thank nevertheless, and have looked into my 
own heart. 

Next to life itself it is to you, revered and loving father, that 
I owe my education, and although perhaps I did not profit to 
the extent your pains merited you are responsible for much of 
the learning I possess. To your wise counsels I attribute what- 
soever good I may have done or spoken, and where is the treas- 
ure mortal can bestow upon me equal to that! 
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Your gift of profound musical understanding, together with 
your popular lyrical works for the theatre, have placed you in 
the ranks of those whose memory will remain dear to the friends 
of art and music. Hence,’ it is under your name that the public, 
always so indulgent to your son and pupil, shall receive my work, 
and this dedication expresses the deep feeling of gratitude, re- 
spect and love of 


Your affectionate son 
Carlo Blasis 
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PREFACE 


“Song, so natural to man, has always charmed him and in the 
course of its development suggested gestures related to the fam- 
iliar sounds. His body began to move, his arms were flung apart 
and brought together again, his feet followed the rhythm and his 
facial muscles joined in the movement. All of his being, in fact, 
responded in posture, step and mood to the sounds he heard. 
Thus, out of singing was born another form of expression in- 
herent in man, which is known to us to-day as dancing. Such 
were its primitive origins, and from them it becomes obvious 
that singing and dancing are as native to man as speech and ges- 
ture whence they spring. Since his earliest days to our own time 
man has sung and danced and it seems probable he will continue 
to do so until the end of all Creation.”’ (Dizion. delle Art. e de’ 
Mest. del Griselini.) 

In history we first meet these sister arts employed devotionally 
in the temple and the basilica. With the Egyptians, the Greeks, 
the Romans, and even amongst the Jews, they formed an import- 
ant part of their religious rites and as time went on they were 
gradually introduced into festivals and public entertainments. By 
degrees dancing made its appearance upon the stage and the 
Greeks interspersed their tragedies and comedies with dances. 
Their example was followed in Rome and it was in the reign of 
Augustus that Pylades and Bathyllus, the first exponents of pan- 
tomime, delighted Roman audiences with their representations 
of the heroic and the comic by means of gesture and dance. Tra- 
jan banned these fine theatrical productions, but they appeared 
again long after his day, accompanied unfortunately by the same 
obscenities that had caused their original suppression; and this 
time the Christian pontiffs ordered their abolition. 

Many centuries were to pass before Bergonzo di Botta revived 
the ballet in a magnificent fete for the Duke of Milan and his 
bride, Isabel of Aragon, with such success that his lead was fol- 
lowed throughout Italy. Soon, however, the decline of certain in- 
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fluences in the realm was destined to bring about its eclipse and 
the Italians lost their interest in this form of entertainment. In 
France, on the other hand, under Louis XIV the ballet regained 
all its brilliance, augmented by the pomp and ceremony of a mag- 
nificent monarch, ruler of a rich nation insatiate for pleasure. 
Dazzling spectacles were produced with a glamour and opulence 
hitherto undreamed of and many of these have since been 
brought to the height of perfection by the artists who adorn our 
own era, 

The absence of any really valuable literature upon the subject 
of dancing has lead me to publish this treatise. Most of the ex- 
isting works are by writers who, though able men of letters, have 
no practical experience of dancing. These are the people to 
whom Berchoux refers jocundly as 

” ...- Known for their learning, 

Not dancers, but most voluble about dancing.” 
The efforts of these gentlemen, who have expended so much 
midnight oil upon an art of which they know nothing, are quite 
useless to us. It would be of far greater value if such lyrical fan- 
tasies were replaced by a sound treatise on theoretical technique 
by a Dauberval, a Gardel, a Vestris or some other great master. 
“I wish,” said the wise Montaigne, “that every man would write 
of what he knows and all he knows thereof.” 

Possibly the careful study I have devoted to this art, of which 
I am a practical exponent, and the pains I have taken to make 
my work useful and interesting will not be altogether without 
success. Should my hopes be unfulfilled I shall in any case have 
the satisfaction of being the first to document the dancer’s art 
while wating for a more gifted successor to attain the goal I 
sought. 

Noverre, to whom we are indebted for the revival of the ballet 
d’action and the art of pantomime, prescribed rules for miming 
and laid down certain principles of guidance for composers of 
ballet. He also dealt with the art of dancing itself but his obser- 
vations were confined to advice upon its lyrical aspects and a few 
passing references to its structure. The excellent letters of this 
distinguished artist were primarily intended for composers of 
ballet, who should never be without them. Dancers, too, will 
learn from them the fundamental rules of drama and simple 
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means of arousing the spectators’ interest in mimed action. But, 
even had Noverre included technique, or the contemporaneous at- 
tractions of the dance, in his letters, I doubt if it would be of 
much practical assistance to us to-day in view of all the changes 
that have taken place in our art since his time. 

I venture to hope, therefore, that the following instructions, 
emanating as they do from the schools of leading masters who 
have contributed immensely to the progress and beauty of mod- 
ern dancing, will be of help to students. Perhaps my enthusiasm 
allied to my efforts will gain me the public’s indulgence and the 
gratitude of young dancers for the interest I take in their prog- 
ress. I beieve, too, that mature artists, used to the plaudits of the 
public, will recognize the high esteem in which I hold their gra- 
cious calling when I emphasize how much charm and brilliance it 
possesses, and its capacity for still further perfection if freed 
from the errors of ignorance and bad taste that debase it. These 
are due both to mediocre dancers and to spectators without real 
knowledge. In point of fact, dancing is a difficult art to under- 
stand and not everyone is capable of appreciating it. All too of- 
ten one sees the public delighted by an indifferent exponent who 
dazzles them with some acrobatic antics; whereas a sincere danc- 
er following traditional rules yet bringing feeling, intelligence 
and grace into his performance only excites enthusiasm amongst 
the discerning people, unfortunately all too few, who can appre- 
ciate his worth. It would indeed be desirable if the verdict on 
talent were confined to persons whose opinions are based upon 
perception and intelligence and not pronounced by partisans and 
the multifarious crew of Midas, those “Connoisseurs by hear- 
say.” 

The better to achieve my end, which is the production of a 
good dancer, I have appended to my written instructions some 
drawings I have had made from my own sketches. They show 
the positions of the body, arms and legs, and the different poses, 
attitudes and arabesques. With these before them it will be easy 
for pupils to understand the theoretic principles that I teach, and 
in order that their execution shall be perfect I have drawn lines 
upon the principal positions of these figures which will establish 
in the pupil’s mind the exact way in which to place and present 
himself in the various attitudes of the dance. Students should 
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study these geometrical lines carefully and note their differences. 

Finally, it is impossible to impress too much upon young peo- 
ple preparing to embark upon this art of representation the im- 
portance of familiarity with the classical masterpieces of painting 
and sculpture, as these idealized and immortal offspring of gen- 
ius will help to mould their style. A dancer who does not under- 
stand how to display his figure can never be regarded as an art- 
ist and his performance will fail to arouse interest or give enjoy- 
ment. 
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GENERAL INSTRUCTIONS TO PUPILS 
CHAPTER [| 


To you young people who are about to take up dancing as a 
career, and are earnestly resolved to persevere and achieve suc- 
cess, my first advice is to put yourselves into the hands of an 
experienced master. It is impossible to be too careful in your 
choice as by no means have all teachers had a sound training and 
very few have distinguished themselves as executants. Theory 
alone does not suffice for the exact demonstrations of the princi- 
ples of dancing, and far from augmenting the number of good 
dancers, mediocre instruction reduces it, as everything depends 
upon the elementary grounding. A bad habit once acquired is al- 
most impossible to eradicate. Even amongst good teachers there 
are those with a mania for innovation who claim that their meth- 
ods are a constructive contribution to the true precepts of the art, 
whilst in reality they serve only to destroy them. 

You will need plenty of courage and tenacity of purpose and 
I can give you no better counsel than that of a great painter to 
his pupils: “Nulla dies sine linea.” Practise regularly every day 
and remember that frequent interruption hinders progress and 
is a loss never regained. On the other hand, excessive work is in- 
jurious and may even be prejudicial to health. Be moderate in 
all things, including your pleasures, and beware of exercise other 
than dancing. For example, fencing, riding, running. etc., are all 
forms of exercise harmful to a dancer. Terpsichore is a stern 
goddess and demands complete sacrifice, hers is not an easy path 
and you will find many obstacles to surmount. Though you be 
gifted at birth with the beauty and perfection of form of an 
Apollo, and every other aspect be ideal, you will never attain 
success without hard work and intelligent study under a good 
master. Unceasing endeavour is the price of real ability and even 
the mature dancer must practise constantly. 

You should spare no effort to acquire steadiness and perfect 
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equilibrium. While upon the stage the dancer should never cease 
to be a potential model to painter or sculptor and this aim may 
well represent the summit of his aspiration. The great artist M. 
Gardel, at the end of an academic discussion on dancing, told me 
that to judge a good dancer the eye should arrest him, as it were, 
in mid-air; and if he is found placed in accordance with cor- 
rect principles, his body presenting an harmonious ensemble 
worthy of an artist’s pencil, then it may be said he has succeeded 
and deserves to triumph. By this observation M. Gardel shows 
how deep is his knowledge and how difficult the art of dancing. 

The natural ease and facility of your general execution will 
bear testimony to the mastery you have attained, as the acme of 
art lies in its concealment. Once you have reached this degree 
of perfection universal approbation and the repute of a great art- 
ist will be yours. Riccoboni, in his Representative Art says: 
“Nothing is more dangerous to art than to permit the spectator 
to penetrate its simulation” and this is an excellent precept for 
all dancers. 

Keen observation and an analytical mind can be of great serv- 
ice to you. Do not scorn any opinion, as occasionally even a poor 
dancer has certain good points by which you could profit. You 
should not be afraid to ask your master questions and to discuss 
your art freely with him. Do not be ashamed if you make mis- 
takes but benefit by his corrections and put his counsel into prac- 
tice at once to impress it upon your mind. 

Worship beauty and never deviate from the true principles of 
your art. Above all do not allow the temporary success of a few 
bad dancers, who please a blind public by their acrobatic antics 
and ridiculous pirouettes, to lead you into emulating their errors. 
The triumph of these worthless artists is of short duration, truth 
and sincerity will find them out in the end. 

A dancer of talent should have nothing but contempt for the 
flattery that fools lavish upon the charlatan and should concern 
himself only with the opinion of men of artistic discrimination 
whose approbation can provide a stimulus to the perfection of 
his work. 

You must learn to discrimiate between types. Nothing is in 
more deplorable taste than a tall stately dancer, suitable for se- 
rious roles, dancing the rustic’s part in a comic ballet, or more 
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ridiculous than a short thick-set dancer rigged out as the hero in 
an adagio. The ancients themselves provide us with an example 
of their strictness and shrewdness in such matters by the follow- 
ing thrust. A small actor was taking the part of Hector at Anti- 
och and the audience shouted : “Astyanatem videmus, ubi Hector 
est?” One of the most illustrious characters of antiquity repre- 
sented as behaving like a jocular country bumpkin would indeed 
be a ridiculous sight and an actor or dancer should examine his 
own physical qualifications before undertaking a part. 
“Each should have his own appearance and his own fame.” 
Horace. 
Great artists, whether painters, poets or musicians, have taken 
care not to confuse the personalities and mannerisms of different 
characters. They have always adhered to distinction of type and 
by following them you will give proof of your own good taste. 
Interest yourself in dance composition, seeking novelty in en- 
chainements. figures, attitudes and groups. Dauberval says: “Va- 
riety is one of the charms of nature and you cannot continue to 
please without introducing it into your compositions.” Regard 
yourself as a painter in composing and assembling, to the end 
that everything in your picture is harmonious and combines a 
lifelike animation with alluring grace. The music must always be 
in keeping and it is this delightful ensemble that captures all 
hearts, and charms even the least musical. Undoubtedly the pan- 
tomime expresses much but without the tone and feeling of me- 
lodious sound it could not move us so deeply. 


I shall end my instructions by advising all young students to 
study both drawing and music as these will be of the greatest 
value to them in their art. As draughtsmen they will familiarize 
themselves with graceful and elegant posture and an easy manner 
of portrayal; as musicians they will possess a surer touch than 
others, their ear will give them mastery of movement and time 
and their cadenced steps will be in perfect rhythm with the tune. 
It will also facilitate composition for those who wish to under- 
take it and add to its accuracy. 

eee Terpsichore,* 


1 The name of this muse who presides over the dance is derived from two 
Greek words “Terpein” meaning rejoice and “Choros” meaning dance. 
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Euterpe’s? sweet sister, as Euterpe we praise her, 
She weds her steps to music’s dulcet tones 

And shares the self same throne and the same loves. 
Illusion follows in her train, eloquent yet mute, 
She is the versatile interpreter of passions 

Who speaketh to my senses and my soul 

And in her eyes I see deep stirring visions. 

Behind the subtle mask of allegory 

Are hidden truths, embellished by this veil. 

Rival of history, she tells our eyes its story, 

I see the loves and deeds of other days; 

Led by her I taste their martial rapture, 

Their exploits cause me wonder and their frailties a sigh.” 


Dorat. 


2 The Greek name Euter Eu, te 
geesidee Rac eae pe ( rpein) Good and to charm. This muse 
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CHAPTER II 
STUDY OF THE LEGS 


The first essential for the legs is to succeed in turning them 
fully outward. Strive after suppleness in the hips in order that 
the thigh movements shall be free and the knees well turned out. 
This facility will render the performance of développés easy and 
graceful and can be acquired by regular and intelligent practice. 
A dancer whose lower limbs are contracted and who is stiff in 
the hips gains little esteem as these defects are always apparent 
in his execution. 


The Elementary Positions 


In the first position the legs should _In the second position 
be quite straight, the heels close together the legs are separated, 
and the two feet completely turned out but only by the length 
to form a straight line. of the foot, 
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The Elementary Positions 


In the third position the feet The fourth position is very 
are half crossed and touching similar to the third except that 


one another. the feet are half crossed without 
. touching one another. 


In the fifth position the feet cross each other entirely: 
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By reason of their physique some young people place them- 
selves quite naturally en dehors, their hips are loose and their 
knees and feet turned outward. This, of course, assists them in 
their work and enhances their prospects of ultimate success. On 
the other hand, those whose legs turn inward by nature have lit- 
tle hope of overcoming this physical handicap despite the most 
arduous efforts. They may attain a certain dexterity with their 
feet but hips and knees will remain unaltered. In order to avoid 
disappointment aspiring dancers should be carefully examined 
physically before they are allowed to embark upon a career 
which demands certain natural endowments. Nothing indeed is 
more delightful to watch than a dancer possessing the good qual- 
ities referred to above and displaying a shapely foot with the 
toes firm and well forced downward. 

While practising take equal pains with both legs, and let neither 
yield to the other in performance. I like to see them working to- 
gether in perfect unison which proves they have both attained 
mastery. A dancer who dances upon one leg is like a painter who 
can only draw his figures from one angle, and thus restricted 
neither could be counted artists. 

In your exercises pay great heed to your insteps. Beware of 
relaxing them as this is a serious fault comparable to toes that 
are turned upward or appear ill-matched. Keep their action sup- 
ple and graceful, strengthening them for movements requiring 
sprightliness, power and elevation. The action of the instep 
raises and lowers the heel and of all movements it is the most 
essential because it maintains the equilibrium of the entire body. 
By its strength the instep lifts you when you leap and enables 
you to alight upon your toes. The movement of the knees is in- 
separable from that of the instep, differing only in that it is in- 
complete unless the leg is extended and the toes forced down- 
ward. The movement of the hips controls that of the knees and 
insteps and it would be impossible for these latter to move with- 
out the hips turning first. There are some steps in which the hips 
alone move such as entrechats, battements tendus, etc. Dancers 
with no natural elevation. or who lack muscle in their calves 
should have compensatory recourse to their insteps. Strength, 
and moreover sprightliness, can be thus attained but it demands 
intensive work without a day of slackening. Above all strive to 
achieve steadiness and precision throughout your dancing. 
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The bending and unfolding movements of the legs must be 
easy, smooth and executed with elegance; they should always ad- 
here to academic principles and present a graceful outline in har- 
mony with the position ef the body and arms. If a dancer is long 
in the torso he should lift his legs higher than is usual as this 
will give the effect of shortening his body, and if he is short in 
the torso he should always keep his legs below the generally pre- 
scribed height. 

Many dancers imagine that to be supple and smooth is merely 
a matter of bending the knee low enough, but they are mistaken 
as exaggerated flexion only imparts harshness to their dancing. 
Movements can be as hard and jerky with too much flexion as 
without any. The reason is obvious when one remembers that the 
movements of a dancer are entirely dependent upon the time of 
the music. It is thus evident that if the knee is bent lower than 
it should be in relation to the music the beat is lost. In order to 
regain the time spent in exaggerated flexion the extension must 
be hasty, and this sudden contrast between the two movements 
gives a harshness as unpleasant and offending as that resulting 
from stiffness. Smoothness depends partly upon a suitable flexion 
of the knees but this alone will not suffice. The insteps must act 
as springs while the loins provide a kind of counterpoise to en- 
able these springs to rise and fall softly in harmonious accord 
with the whole contour. 

Strength and energy are necessary for vigorous steps and 
temps’ but beware lest these qualities degenerate into faults such 
as rigidity or an unpleasant muscular tension. 

A person with knees inclined to be bowed should endeavour to 
overcome his natural stiffness by constant practice in stretching 
the knees to render them more supple. He will never make a 
really successful danseur noble and should take up demi-carac- 
tére parts, or better still the rustic style demanding full char- 
acter dancing. On the other hand, the student with knees natural- 
ly too close together should bend them slightly and refrain from 
keeping them taut, especially when executing strenuous move- 
ments and entrechats. There are exceptions to this rule, notably 
at the finish of a developpement, attitude or pose. His physique 
will lend itself to both serious and demi-caractére parts, and pro- 
vided he is of suitable height he should be capable of undertaking 
any style. 


s 


1 Temps is the general name given to any movement of the leg. 
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Note the following quotation from Noverre: “A person is 
knock-kneed when his hips are narrow and turned inward, his 
thighs close to one another and his knees large and firmly pressed 
together even when his feet are apart, thus forming a rough 
triangle from knees to feet. His inner angle bones will be ex- 
tremely bulky and he will have a very high instep. His Achilles 
tendon will not only be slender and under-developed but placed 
at Some distance from the joint. 


“The bandy-legged dancer has all the opposite defects, ranging 
also from hips to feet with the result that his limbs form a bow 
shape. Actually his hips are wide and his thighs and knees far 
apart, so that the daylight, normally seen between certain parts 
only of the lower extremities when they are placed in juxtaposi- 
tion, appears the whole way down. These people have long flat 
feet with the outer ankle bone protruding and the Achilles tendon 
large and close to the joint. 
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“Such diametrically opposed defects prove better than any 
words how harmful lessons suitable to the one would be to the 
other. The knock-kneed dancer should endeavour to separate the 
parts that are too close together and the first method is to turn 
the thighs well outward and, by taking advantage of the free rota- 
tion. of the femur in the cotyloid socket of the hip bone, to move 
them in this position. Assisted by this exercise the knees will 
automatically fall into their proper position. The patella (knee 
cap), which prevents the knee from bending backward, will fall 
perpendicularly in the line of the toes, while thighs and legs 
remain in position describing a straight line and assuring the 
stability of the trunk. The second remedy is always to keep the 
knee joints slightly flexed while maintaining an appearance of 
full extnesion. This demands time and practice but once the habit 
is thoroughly established you will find it impossible to regain 
your normal faulty position without painful exertion. 

“Those who are bandy-legged must concentrate upon bringing 
the parts that are separated closer together and diminishing the 
gap which is most marked between the knees. They are as much 
in need of exercises that move the thighs outward as the knock- 
kneed dancer and it is even more difficult for them to conceal 
their defects. Generally speaking, they are thick-set and strong 
with the result that they have less muscular flexibility and com- 
paratively little play in their joints. Moreover, it must be under- 
stood that should their malformation prove to be a deformity of 
the bones no amount of work will correct it. I mentioned that 
knock-kneed dancers should maintain a slight flexion of the knee 
while dancing and it therefore follows that those who are bandy 
legged should keep them very taut and should cross their temps 
more closely in order that by bringing the limbs together the 
natural space between them is concealed.” 

In comparing the two physical types it will be found that gen- 
erally speaking the knock-kneed dancer is more skillful and has 
greater delicacy of movement and ease of execution, but lacks 
the strength with which the bandy-legged dancer is endowed. 


1 In this and subsequent references to bandy-legged or knock-kneed dancers 
Blasis obviously refers to a tendency towards one or the other defect, as 
he repeatedly affirms the futility of undertaking the career of a dancer 
if hampered by any physical disqualifications—( nelator’s note). . 
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In all elementary Positions one must practice bending the 
knees without lifting the heel from the ground. 

In order to give flexibility and strength to the instep all these 
positions should be practised on the toes. 


Battements 


Battements are the movements of one leg in the air whilst the 
other supports the body. There are three kinds, viz, grands batte- 
ments, petits battements and petits battements on the instep. 

Grands battements are performed by raising the fully extended 
leg to the height of the hip, see Figure ten, which also 
illustrates how the pupil should employ support during practice. 
After this movement the leg returns to the fifth position from 
which it started. Battements may be crossed either in front or 
behind. Grands battements will help you turn your legs fully 
outward and render your hips flexible for the evolution and ex- 
ecution of grands temps. Grands battements are performed like- 
wise forward and backward; when forward the leg should be in 
the position shown in Figures eleven, twelve. When back- 
ward, in the position of Figure thirteen. 
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Petits battements are performed in the same manner, except 
that instead of lifting the leg to the second position in the air it 
is only slightly separated from the supporting leg and the toes 
remain upon the ground. These battements will render the legs 
limber as the pupil is obliged to execute the movement in double 
time. 

In petits battements on the instep the hip and the knee accomplish 
the movement. The hip guides the raising of the thigh and the 
knee’s flexion carries out the battement by crossing the lower part 
of the leg either before or behind the supporting leg. Suppose you 
are standing upon the left foot and the right leg is in the second 
position with the pointed toe touching the ground. You must 
bend the right knee and cross the lower leg in front of the sup- 
porting leg, then extend it sideways again. Bend the knee once 
more, this time crossing behind, extend it sideways again and 
continue to do several of these battements one after the other. 
Gradually increase the speed until you can perform them as rap- 
idly as you can count. These battements are very effective in ap- 
pearance and give sparkle and brilliance to the leg movements. 
They should also be practiced upon the toes. 


Rond-dc-Jambes 


To commence a rond-de-jambe from the outside take the same 
position as in commencing the petits battements. Suppose the left 
leg remains upon the ground, the right one then moves to the 
second position in preparation. From here it must describe a semi- 
circle backward bringing the legs into the first position and con- 
tinuing the sweep until the circle is completed. The movement 
terminates with the leg back in the place from which it started. 
This is what we call a rond-de-jambe. 

The rond-de-jambe from the inside starts in the same position 
but the right leg instead of describing the circle backward must 
do so forward. Later you should practise ronds-de-jambes in 
the air, keeping the leg which supports the body upon the toes. 

At first these exercises should be performed with the hand 
resting upon something firm, and, throughout, both legs must 
receive equal attention. After hard practise the same movements 
should be repeated without support to acquire the erect, steady 
carriage essential to a good dancer. It is by practise of this sort 
that one gains strength and the basic requirements for the easy 
execution of every kind of step. Daily repetition of these exer- 
cises is indispensable in order to achieve and retain proficiency. 
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Positions of the legs in arabesques.. 


N. B. In arabesques and a number of attitudes the feet should 
not be fully turned out as this would rob the poses of 
their grace. 
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Cuaprter III 
STUDY OF THE BODY 


The body should be held erect in a perpendicular line with the 
legs, except in certain posiitons, notably arabesques, where one 
is obliged to lean backward or forward. The position notwith- 
standing the body must always rest firmly poised upon the hips. 
Throw out your chest and hold your waist in, keep your knees 
springy and brace your back. Noverre says: “Even if one 
possess all the other essential qualities it is impossible to excel 
in dancing without being firm in the loins. We constantly see 
very vigorous dancers who have neither perpendicularity nor 
steadiness and whose execution is ungainly. On the other hand, 
we see those who, although lacking natural strength, are solid 
upon their hips with a frm waist and strong back. In the latter 
case skill has substituted for nature as they have had the good 
fortune to meet with excellent teachers who have pointed out 
that if the Joins are allowed to relax it is impossible to retain 
perpendicularity, balance or an agreeable outline.” 

Keep your shoulders down, your head raised and a pleasant 
expression upon your countenance. In order to give enjoyment 
to others a dancer should always take an unaffected delight in his 
own bearing, in the contour of his body, the graceful unfolding 
of his limbs and the elegance of his poses. The care which he 
bestows upon cultivating a charming presence will earn him the 
spectators’ gratitude. 

A fine carriage is one of the principal merits in a dancer. The 
upper part of the body should be displayed with elegance and 
by its contrasts and movements endowed with suppleness and 
yielding grace, while at the same time rigorously preserving both 
beauty of pose and purity of line. 

The head, breast and shoulders should be adorned and supported 
by the movements of the arms, toward which they should incline 
gracefully to produce an harmonious picture. The legs would 
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naturally participate in this sol ts as the preceding chapter 
has made clear. 


While dancing the body must remain quiet and absolutely 
steady, but without rigidity, and pliant to follow every movement 
of the arms and legs. The dancer who jerks his body, raises his 
shoulders in reflex action to his legs or bends his back to facili- 
tate execution is a ridiculous sight. His agonized expression 
proclaims his exertion and clown is a more apt designation for 
him than dancer. I have frequently been a witness to such dis- 
cordance and it is usually attributable to a negligent teacher who, 
in his haste to see his pupils upon the stage. relinquishes his 
suprevision long before they have completed their studies. The 
public, too, by an excess of indulgent applause or sheer ignorance 
sometimes swells the rabble of acrobatic dancers, who imagine 
they have reached the pinnacle of their art because. 

“The mob enraptured gapes 
At tours de force and entrechats!”’ 
l’Hospital. 
These mischievous dancers, whose sole contribution consists in 
fostering bad taste, should be banished from the theatre. 


Attitude derived from fourth position. 
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Cuapter IV 
STUDY OF THE ARMS 


Perhaps the most difficult part of dancing, and that which 
demands more painstaking study than any other, is the position, 
opposition and carriage of the arms. With reference to opposition 
Noverre says : “The most natural of all the movements in dancing 
is the opposition or contrast between arms and feet and it receives 
the least attention. If you watch people walking you will see that 
when their right foot moves forward their left hand instincticvely 
falls forward. It is upon this natural rule, which teaches us that 
when the right foot advances the left hand opposes it, that expert 
dancers base the movements of their arms.” I do not feel that 
this explanation of opposition is quite as lucid as the subject de- 
serves. Moreover it is a constant source of controversy amongst 
artists so let us attempt to clarify it. The opposition of one part 
of a moving solid to another is the law of equilibrium which 
divides the forces of gravity. This is what Noverre illustrates in 
his example of the man walking. Thus when he adds that oppo- 
sition occurs when the man, or dancer, places the right foot for- 
ward, he means to indicate that the left arm should be brought 
forward at the same moment to balance the declination from the 
centre of gravity. This also adds immensely to the dancer’s grace 
because uniformity of line is always to be avoided as all art 
students are aware. 

The artist whose arms are held correctly and moved with grace. 
gives a finished performance which is testimony to his good train- 
ing. Unfortunately all too few dancers are conspicuous for the 
graceful movement of their arms. This is due either to mediocre 
instruction or their own negligence, which latter leads them to 
imagine that a brilliant performance with their legs will enable 
them to dispense with the embellishment of beautiful arms and 
avoid the hard work entailed in their perfection. These slight 
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artists are mistaken; they will find themselves justly appraised 
and will serve to swell the ranks of indifferent dancers. Dancing 
is not confined to the legs, one must dance with the arms and the 
body as well. “Arms that move gracefully with the body in danc- 
ing are like the frame to a picture. If the frame is unsuitable the 
picture, no matter how beautiful, loses in consequence.” 

If you have not been gifted by nature with shapely rounded 
arms you will have to supply the deficiency by hard work. Care- 
fully considered exercises will enable you to endow lanky arms 
with elegance and grace and even to disguise their length by 
artfully curving them. Study the placing of your arms as applied 
to your individual physique. If you are short you must hold them 
higher than is the general rule and if tall lower than is usual. 
A good dancer should undertake every means at his disposal to 
correct or conceal any constitutional defects that are his, and 
those aspiring to the front rank must possess this capability. 

The arms must always be curved in a manner to conceal the 
elbow tips, else an angularity will result completely destroying 
the soft contour and substituting sharp corners, divested of all 
elegance, for the straight or oblique lines and semi-circular curves. 
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Such position in a dancer offends good taste, and his every posi- 
tion becomes grotesque and the object of ridicule and caricature. 


Incorrect 


The wrists may be moved either downward or upward. In the 
downward movement let the wrist bend inward and the hand make 
a half turn, thus regaining its original position. Care should be 
taken not to exaggerate the bending of the wrist or it will appear 
as if broken. In the upward movement the wrist must first be: 
rounded, then allow the hand to rise and make a half turn which 
will bring it into its original position in relation to the arms. 
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The elbow also has its downward and upward movement, the 
difference here being that when the elbows are bent the wrists 
move with them which prevents the arms from appearing stiff 
and adds grace to the action. However, the wrist should never be 
bent as much as the elbow or it will appear exaggerated. A similar 
process takes place in the legs, as when the knee is bent it is the 
instep that completes the movement (in the same manner as do 
the elbow and wrist respectively) by raising the foot. 

Therefore in the downward movement, at the outset of which 
the arms are raised, you must bend the elbow and wrist; having 
bent the arms you then complete the movement by extending them 
and allowing them to regain their original position. When the 
wrists are moved alone they should bend and stretch in the same 
manner as they would in moving with the elbows. In the upward 
movement, the hands will be down and the wrists and elbows 
must rise and form a complete circle, taking care that both arms 
move in exact relation to one another and return thus to their 
original position. 

The small of the arm should be on’a level with the palm of 
the hand, the shoulders low and always motionless, the elbows well 
supported and the fingers gracefully grouped. 
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It is important that 
the position and carriage of the arms should appear easy and 
smooth. Stiffness must be banished, together with any exagge- 
rated movements. Never jerk your arms as this is a serious de- 
fect and the ruin of any dancer, albeit he display the most 
perfect execution in his legs. 


N. B. It should be noted that in arabesques the position of the 
arms departs from the usual rules and it therefore rests 
with the dancer’s taste and ability to place them gracefully. 
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CHAPTER V 


PRINCIPAL POSITIONS AND THEIR 
DERIVATIVES 


Preparations and Terminations of Steps and Temps, 
Poses, Attitudes, Arabesques, Groups 
and Attstudes de Genre. 


Pay great heed to the carriage of your body and of your arms, 
whose movements must be soft, graceful and always accordant 
with those of your legs. There should be a perfect and unceasing 
harmony of execution throughout the body. 
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Present yourself with style and natural ease even in the simplest 
pose. Take note that in all poses the body should be épaulé and 
especially the head, or the effect will be lifeless and insipid (see 
Chap. 3, etc.). In some of the drawings representing the ele- 
mentary positions of the dance it will be observed that the head 


is facing directly in front but these are merely illustrations for 
exercises. 


Strive to acquire perfect bodily equilibrium and to achieve this 


end never deviate from the perpendicular which should extend 
from the centre of the collar bone down to between the ankles of 
both feet. 

If a dancer is to remain balanced upon one leg, or for that matter 
well poised upon both, he must, besides disposing himself grace- 
fully, establish the correct counterpoise of all other parts of his 
body. 
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In this connection the following quotations from an Italian 
source are noteworthy: 


Of the Centre of Gravity 


of a standing man. 


“A man’s weight resting upon one leg is evenly distributed over 
the point that supports him. A man who is moving has his centre 
of gravity exactly in the middle of the leg resting fully upon 
the ground.” 

Of Equilibrium 


“A person carrying a weight placed outside the line of his centre 
of gravity must counter-balance this by throwing the equivalent 
in his own weight toward the opposite side in order to establish 
an equilibrium around the central perpendicular line.” (See Fig- 
ure thirty one ). But in a dancer’s position as he springs 
from the ground, and in certain arabesques where he leans for- 
ward (as shown in Figure thirty two ), the same centre of 
gravity does not obtain as in the figures thirty three etc. 
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Infuse your attitudes, arabesques and groups with feeling and 
expression Figure 58. The position which dancers speci- 
fically refer to as the Attitude is the loveliest and most difficult 
of execution in dancing. In my opinion it is an adaptation of 
the much admired pose of the celebrated Mercury of Bologna. 
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Adancer who can dispose himself well in the Attitude will be out- 
standing and give proof that he has acquired a knowledge requi- 
site to his art. Figures , 35, 36, 37. 

Nothing is more graceful than those charming positions we 
call arabesques, which have been inspired by the bas-reliefs of 
antiquity and fragments of Greek painting, as well as by the 
delightful frescoes frum Raphael’s drawings in the loggias of the 
Vatican. Dancers should learn to portray these spirited and lovely 
effects of sculpture and painting in their own art. It is the fountain 
head to which one should always have recourse to mould one’s 
taste in style and purity of line. Figures 38, 39, 40, 41. 


The number of poses, attitudes and arabesques is innumer- 
able as a slight épaulement of the body, an opposition of 
the arms or a mere movement of the legs, in happy rela- - 
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tion to the ensemble, produces unlimited variety. Their. 
graceful execution depends entirely upon the dancer’s taste 
and it is his responsibility to adapt them to the style and 
character of his dance. 


CHAPTER VI 


OF TEMPS, STEPS, ENCHAINEMENTS 
AND THE ENTRECHAT 


Devote yourself to accuracy and precision in your dancing, 
making certain that your temps’ conform to the best principles 
you have been taught and your steps are executed with grace 
and elegance. 

The action in your grands temps must be full, smooth and 
executed with dignity. The dancer should display great precision 
throughout and steady self-possession at the conclusion. 


1 Blasis uses ‘“‘temps’’ as the general term for any movement of the leg. 
Translator’s note. 
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; In terre- 
a-terre steps the elasticity of the insteps must be brought into 
full play and the toes kept firm and well forced downward, as the 
former contributes grace and the latter sparkle to your perform- 
ance. The good dancer should introduce light and shade into his 
steps and by great exactitude emphasize their differences. For 
example, in poised steps and attitudes he must be pliant and 
present himself in scrupulous accordance with established artistic 
principles ; where elevation is required he must display masculine 
vigour, which in turn should find a contrast in the agility of his 
terre-a-terre steps. But let him always bear in mind that the 
choice of steps must be suitable both to the style he has adopted 
and his physique. 

Variety and novelty should be the objectives in enchainements 
and the artist must study the composition carefully and be guided 
by his own good taste in its rendering. Never introduce vigorous 
leaps or exaggerated elevation into an enchainement of grands 
temps, and where the sequence is one of lively steps, based upon 
a brisk musical motif, avoid slackening and chilling it by poses 
and développements. There are innumerable enchainements and as 
each dancer has an individual method of combining and varying 


his temps and steps he should cultivate his own style. Originality 
is an ingredient of success without which you will always be a 
nonentity. 

Strength, without stiffness, is required to cross and beat your 
entrechat freely and crisply. The entrechat is a light, brilliant 
leap during which the two feet of the dancer cross rapidly and 
alight in the fifth position or en attitude upon one leg. The latter 
applies to the entrechat cinq, sept, or neuf, cabrioles, brisés, etc., 
and also to ronds de jambes en I’air, etc. All entrechats that finish 
upon one leg, as well as ronds de jambes en I’air, can be termi- 
nated by the attitudes and arabesques illustrated in the plates 
referred to in the preceding chapter. 

The entrechat is generally begun with an assemblé, a coupé or 
a jetté; the body then springs into the air and the legs pass to 
the fifth position as they cross. One can beat entrechats quatre, 
six, huit, dix or even douze. Dancers have been known to press 
the number up to fourteen but these are unpleasant tours de force 
which only evoke astonishment at the muscular strength dis- 
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played. The dancer is unable to complete each temps and his body, 
distorted by the physical effort, presents a painful spectacle. The 
most elegant entrechats are the entrechat six and six ouvert, which 
latter is accomplished by opening the third temps ( see Figure 
forty four , and the entrechat huit. 

Other entrechats are the entrechat cinq dessus; cinq dessous; 
brisé de coté, dessus and dessous; en arriére and en avant; en- 
trechat cing de coté and en arriére; six battue en avant and 
six battue en arriére; entrechat quatre on one leg; entrechat 
sept en avant and en arriére, the cabriole of one or two temps; 
the Italian cabriole en avant and en arriére; both ronds de jam- 
bes en dehors and en dedans, etc. All the entrechats can also be 
executed while turning, except the brisés to which I referred, the 
entrechats sept en avant cinq de cOté and en arriére and the 
cabriole. 

In the case of the knock-kneed dancer the muscular contrac- 
tion, produced by the exertion of leaping, stiffens the joints 
with the result that all the parts are forced back into their na- 
tural position. Thus, the knees turn inward and resume their 
bulk which greatly hinders the beating of the entrechat. The clos- 
er together the upper part of the legs the more separated the ex- 
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tremities and they can neither beat nor cross, but remain motion- 
less during the action of the knees which in consequence appear 
to rub unpleasantly against one another. Since the entrechat is 
neither cut, beaten, nor crossed at the feet it lacks the speed and 
brilliance which constitute its chief merit. The methods of prac- 
tice which I have outlined in Chapter II, Study of the Legs, will 
in time correct these defects. Bow-legged dancers are sinewy, 
quick and brilliant where strength rather than skill is required. 
They are sinewy and light owing to the direction of their muscu- 
lar fasciculus and the thickness and resistance of their articular 
ligaments, and their speed derives from the fact that they cross 
more below than above and have much less distance to cover in 
beating the temps. A brilliant effect is achieved because the light 
is visible between their legs as they cross and uncross. This ef- 
fect of light is precisely what may be termed the chiaroscuro of 
dancing, because without it to give value to the shadows a blur- 
red mass is the result. Bow-legged dancers, however, are rarely 
skilful as they rely too much upon their strength which is often 
in itself a hindrance to grace and suppleness. 

Work hard to acquire an easy elevation as this is a great asset 
in a dancer and essential in movements demanding strength and 
vigour. Leonardo da Vinci defines a man’s action in jumping and 
the means he employs to lift himself off the ground as follows: 
‘“‘When a man springs into the air his head moves three times as 
fast as the heel of his foot before the toes leave the ground and 
twice as quickly as his hips. This is because at the same time 
three angles are obliterated, the highest is where the torso joins 
the thighs in front, the second where the thighs join the legs at 
the back of the knee joint and the third is formed in front of the 
union between the leg and instep.” He then shows us how the 
momentum created by the raising of arms and shoulders pulls 
the body, already well poised upon the hips and bended knees, 
upward and raises it from the ground aided by the extension of 
the knees and elasticity of the insteps. When dancing once the 
ascent is accomplished the body must remain absolutely quiet, 
steady and always gracefully poised 

In entrechats and temps d’elevation one can display nearly all 
the attitudes and arabesques. Personally I think the most beauti- 
ful positions are those shown in Figures, 45, 46 47, 48. 
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Entrechats and temps d’elevation where the body is leaning 
forward, Figures 46 and 48. Entrechats and temps d’eleva- 
tion where the body is leaning back, Figure 47 

Be as light as possible, bearing in mind that the public looks 
for an aerial quality in a dancer and feels dissatisfied when this 
is lacking. Study ballon; I like to see you bound with a supple- 
ness and agility which gives me the impression you are barely 
touching the ground and may at any moment take flight. 

If you are animated it will add brilliance to your performance 
and delight the onlooker. 
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CHAPTER VII 


PIROWET FES 


Of the manner in which to prepare for and 
Spin them, of the various positions which 
can be taken in turning and of the differ- 
ent ways in which to terminate them. 


The art of dancing has been brought to such a degree of per- 
fection by Dauberval, Gardel, Vestris and other famous artists 
that Noverre himself would marvel. Today dancers possess a re- 
finement of style and a charm which was entirely lacking in pre- 
vious generations when those beautiful temps of perpendicularity 
and equilibrium, those lovely attitudes and enchanting arabesques 
were still unknown. Brilliance of execution, variety in steps, en- 
chainements and pirouettes had not yet embellished the nascent 
art and its extreme simplicity imposed limitations upon the artist. 
Nevertheless it must be avowed in justice to our predecessors 
that they were more eminent than we in the grave or serious 
style, and that Dupré and Vestris, the elder, were models in this 
valuable sphere and have had few worthy successors. It is true 
that these dancers lacked a wide range and a fecundity of steps 
but what they did was done superlatively. Since dancing has be- 
come so intricate and the majority of students devote themselves 
to all its branches it is difficult to find a faultless dancer. ““He 
who attempts too much achieves but little.” 

We owe pirouettes to the astounding progress of modern danc- 
ing. The dancers of yesterday, as indeed Noverre himself, were 
unfamiliar with them and thought it impossible to exceed three 
turns upon the instep. Our leading contemporaries have proved 
the contrary, and present-day execution of the divers pirouettes 
is extraordinary fog the sustained balance and faultless bodily 
equilibrium achieved. Young dancers will appreciate my meaning 
as they know the difficulties, first in learning to balance the body 
upon one leg, then upon the toes of one foot and finally the hard 
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work entailed before they can turn without a tremor of the body. 

Messrs. Gardel and Vestris may be regarded as the inventors 
of the pirouette, and the latter by perfecting and diversifying 
them increased their vogue. Other excellent dancers have gone 
further still and astonishing pirouettes have been performed in 
almost every possible manner. A pirouette of three to four turns 
executed in the second position and terminated in the same posi- 
tion, or en attitude, is proof of a dancer’s perfect equilibrium 
and there is nothing more exacting in dancing. 

The pirouette requires a great deal of hard work. Pupils whom 
nature has blessed with a suitable physique will succeed in ac- 
quiring a graceful execution, but those whose hips are constricted 
or who have difficulty in the unfolding movement of the legs will 
meet with little success. They can only turn upon the instep and 
must abandon full pirouettes. The dancer of powerful build or 
who is bow-legged will have the same difficulty as his muscular 
strength deprives him of suppleness, flexibility of the legs and 
the bodily tranquillity which is required to maintain a perfect 
balance. The slender, close-kneed dancer possesses an advantage 
over the above-mentioned as he has more softness, more flexibil- 
ity in his limbs and a greater facility in turning them out. It is 
essential to be trés-en-dehors to become a good Pirouetteur, if 
I may be permitted this dancing academy expression. 

In your pirouettes keep your balance perfect and make sure 
you are properly placed upon commencing, while you are turn- 
ing, and at the end. The sole of the foot is the real foundation 
upon which our whole bodily machine rests. If a sculptor were 
to support his work upon an unstable base he would invite dis- 
aster as it would collapse and be broken to pieces. For this rea- 
son a dancer should make use of all his toes like so many branch- 
es, whose expansion upon the ground by increasing the area of 
support establishes and maintains his bodily equilibrium. If he 
fails to spread them out and, as it were, grip the stage with 
them in order to hold erect and firm, a multitude of mishaps will 
ensue. The foot will lose its normal shape and waver continually 
to an fro between the big toe and the little one. This rolling move- 
ment, which is caused by the convex formation of the extremity 
of the foot in this position, prevents stability, the ankles falter 
and the balance is lost. 
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If you will study Figure below carefully you will ob- 
serve that the body must be firm upon the legs in the prepara- 
tion for a pirouette and the arms ready to give it the momentum 
required in turning ‘and to act as a pendulum that keeps the 
-whole body balanced as it revolves upon the toes of one foot. 


Previous to preparing for a pirouette, en dehors or en dedans, 
the dancer may pause in any of the attitudes or arabesques which 
terminate an enchainement; however the most customary posi- 
tions and those which facilitate preparation as the body is already 
straight and squarely balanced upon the legs, are Figures 3,5,24. 
The finish of a pirouette must be steady and self-possessed — 
with the outline of your body and limbs correct and graceful. To 
obtain the most pleasing effect it is impossible to exaggerate the 
importance of spinning daintily upon the toe as nothing is more 
repellent to watch than a bad dancer who keeps shifting from toe 
to heel and jerking up and down in each turn of his pirouette. 
For the positions and attitudes best known and most generally 
used in pirouettes; in the second position, see Figure fif- 
ty ; en attitude, see Figure fifty one ; and on the ankle, see 
Figure fifty two. One wonders why the majority of dancers 
limit themselves to these positions as, once they have learned to 
pirouette, attentive work will enable them to do so en arabesque 
or in any other position. I was the first to depart from the gen- 
eral rule and, having some aptitude, I achieved a certain success 
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in these new pirouettes. The first of these is to spin three times, 
for example, in the second position and then to place the legs and 
arms in the position of the arabesque shown in Figure fifty 
three to spin three or four times and stop in this position. If 
perfectly executed this pirouette is most pleasing and graceful. 
I composed another very difficult and effective pirouette in 
which after spinning in the second position one spins in the 
position of the arabesque with back turned, shown in Fig. thir- 
ty two. The body should be outstretched and leaning well for- 
ward with the arms and head in graceful alignment. This pirou- 
ette always causes astonishment as the dancer’s body is leaning 
so far forward that it seems as if he must lose his balance at 
each turn and there appears to be something miraculous in its 


successful execution. This is because the position’ of the body 
and the arms, and also of the leg which is in the air, combined 
with the speed in turning dissembles the centre of gravity. Per- 
sonally I consider it to be the most difficult pirouette ever per- 
formed. I have also spun in the attitude, Figure thirty three 
and this is a very showy pirouette. The angular position of the 
right arm adds sparkle and it is extremely suitable for character 
dances. 

In the role of Mercury I assumed the attitude of the Bologna 
statue for my pirouettes, see Figure thirty four. This fine posi- 
tion is most difficult and unless one is naturally well-set it is im- 
possible to execute the pirouette effectively. The body must lean 
well forward and the right arm should be almost fully extended. 
The leg en attitude should be bent to complete the curved outline 
of the pose. To render the effect even more graceful the left 
hand, which holds the Caduceus, should be outstretched. By thus 
eliminating an angle the pirouette becomes more pleasing. 

In concluding this chapter upon pirouettes I would tell the pu- 
pil that he can turn in any attitude or arabesque providing the 
outline of his body and limbs is graceful and easy and all his 
movements natural and free from affectation. 

Pirouettes can be terminated in all sorts of poses, attitudes 
and arabesques. Different types of pirouettes are as follows: Pi- 
rouette 4 petit battements sur le coude pied; 4 rond-de-jambe, in 
the second position; in the second position with grand -rond-de- 
jambe; with fouetté; pirouette en attitude and en arabesque ; 
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pirouette sur le coude pied; pirouette en dedans in the second 
position; sur le coude pied and en attitude; pirouette renversée; 
compound pirouettes, etc. 


Position of the dancer while taking 


pirouettes en dehor.......... eens Figure 49 
N. B. The feet should be placed between the second and fourth 
position. 


Position of the dancer while taking 
Pirouette en dedans.............. Figure 54 
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CHAPTER VIII 


DANCERS: SERIOUS, DEMI-CARACTERE 
AND COMIC 


The dancer who is destined for serious or heroic roles must 
possess a fine stature and well-proportioned figure, as this style 
exacts these physical qualifications. A stature approximating that 
of Apollo or Antinous in the case of a man or of the Venus of 
Troad or Diana in that of a woman would be entirely suitable to 
serious roles, 
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; . : While free from affecta- 
tion his carriage and demeanour should be stately and elegant. 
The serious style is the most difficult branch of dancing, demand- 
ing an immense amount of work and never fully appreciated save 
by connoisseurs and people of taste. The artist who gains distinc- 
tion in this sphere deserves the highest praise and the perfect ex- 
ecution of an adagio is the ne plus ultra of the art. In fact, I 
regard it as the dancer’s touchstone. 

It is unfortunate that this beautiful style should now be so 
neglected, indeed I might say almost obsolete. As has been al- 
ready pointed out, our predecessors were its masters and have 
had few followers. The explanation lies in the present day confu- 
sion of styles which is highly detrimental to the art, in a lack of 
persevering study amongst dancers and in the corrupted taste of 
a certain section of the public. I know of only one successful ex- 
ponent of this style and it is to be hoped that he will never sur- 
render himself to obliging the ignorant element in his audience. 
The responsibility of re-establishing public taste rests with the 
artist through the faithful rendering of the true precepts of his 
art. 

A Parisian newspaper referring to my own debut at the Royal 
Academy of Music in the serious style said: “Curiously enough 
for a long time the noble and serious dance has been overlooked, 
in fact it is hard for us to conceive of dancing without gaiety. 
Yet this solemn style has its peculiar attractions, in it the effects 
produced by beautiful poses and movements give to the art of 
dancing an importance approaching that of the sculptor’s. This 
type of entertainment was cultivated and greatly enjoyed by the 
Greeks and Romans and our present neglect shows how far re- 
moved we are from the perfection they had attained. Their mim- 
ed play bears some analogy to our own serious dance which is 
one reason why we should encourage the very limited number of 
dancers who devote themselves to this style. Perhaps they have 
delights in store as yet unknown to us.” This last sentence illus- 
trates the complete decline in fine serious dancing when it says 
that the joys it promises are unknown to present day spectators. 

The serious dancer must have shapely legs, good insteps and 
great flexibility in the hips, as without these indispensable at- 
tributes he will never be successful in the style he has adopted. 
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It is less essential in other styles to possess to a degree the qual- 
ities I have enumerated, as the same flawlessness is not expected 
in demi-caractére or comic parts. 

A fine carriage of the upper part of the body, arms that move 
in complete harmony and the classical finish of his performance 
should signilize the dancer in serious roles. To him belong the 
beautiful développés, the grand temps and all the noblest steps in 
dancing. He should hold the spectator’s attention by his elegance 
of outline and the correctness of his poses, attitudes and arabes- 
ques. Within his province come the loveliest pirouettes, spun in 
the second position, en attitude and upon the instep; also move- 
ments of elevation and strength and a fine entrechat. One sees 
by this that the technical demands upon the serious dancer of to- 
day are far greater than in the past and that his qualifications 
must be many. 

The demi-caractére dancer should be of medium height and a 
slim elegant build. A figure such as Mercury or the Hebe of Ca- 
nova would be suitable for demi-caractére or mixed roles, and 
those with the good fortune to possess these physical assets will 
shine in this delightful style. 
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The demi-caractére is a blend of different styles in dancing and 
students who embrace it may make use of all the movements and 
steps that the art offers. Nevertheless their manner should always 
be noble and elegant and their temps d’abandon accompanied by 
restraint and a pleasing dignity. They should avoid the grands 
temps of the serious style as for them unqualified success resides 
only in steps appropriate to Mercury, Paris, Zephyrus, etc., and 
in the dances and graceful ways of an elegant poate 

The dancer of indifferent stature and strong thick-set build 
should devote himself to comic, pastoral or rustic roles. 
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If allied 


to this somewhat athletic physique he possesses average height 
he will also be perfectly suited to character dances, most of 
which incline to the comic style. In my opinion this style should 
be an adaptation of those natural movements which constitute 
what has been known as dancing amongst all peoples throughout 
the ages. To imitate and mimic, while dancing, the clumsy gait, 
the jocular pose and the artless ways of country folk abandoning 
themselves unreservedly to gaiety and enjoyment is to depict the 
pastoral style. The pupil setting out to attain this goal should 
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study direct from life and also familiarize himself with the work 
of those leading painters who have enlivened their canvases with 
such scenes. 

It was in rustic parts and dances that Monsieur Auguste Ves- 
tris excelled all others. Nature was his model and he was without 
rival. There is still no dancer comparable to him and all French- 
men regret that he has left the theatre. His father dubbed him 
the God of the Dance and said that he knew only three great 
men in Europe: “Auguste, Frederick the Great and Voltaire.” 

All dancers of comic roles should study characteristic steps. 
They must devote themselves to a correct representation of na- 
tional idiosyncrasies and imbue each step and pose with the style 
and spirit of the peoples whose dance they are performing. Judg- 
ment upon thei is somewhat less exacting than that applied to 
demi-caractére dancers. 

The best known character dances are the Provencal, the Bo- 
lero, the Tarantella, and the Russian, Scottish, German, Tyrol- 
ean, Cossack, etc. national dances. The Chinese gait, clog dancing, 
the English dance, caricature steps, etc. all belong to low comedy. 
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CHAPTER IX 
THE MASTER 


The ultimate success of a dancer with a sound academic train- 
ing resides in his performance upon the stage, and therefore the- 
oretical knowledge of the art alone can never produce an ideal 
teacher. Only one who has been a first rate dancer himself makes 
a good master, because in the absence of practical experience in- 
struction becomes a mechanical routine and both lessons and de- 
monstrations lack authenticity. I have had convincing proof of 
this in my own case. After having been shown the elementary 
principles, and working for some time at a coryphée’s school, my 
parents, who found me naturally inclined to dancing and wished 
to accelerate my progress, put me into the hands of the ballet 
master, Monsieur Dutarque. No sooner had I commenced to 
study under this artist, reared in the leading schools and pre- 
viously a distinguished premier danseur, than I was obliged to 
learn everything afresh and forget what little I knew. His meth- 
ods of instruction were different and the whole art of dancing 
was changed for me. Its fascination was revealed and although 
there were fresh difficulties to be surmounted the new method 
gave me a confidence and a hope and belief that my efforts would 
not prove fruitless. 

A teacher without practical knowledge is incapable of transmit- 
ting to the student the true principles of fine execution which 
lead to artistic success. His misguided pupils will lack the vital 
quality of their art, and their dancing will be cold, lifeless and 
without grace. They will present a picture wanting in line and 
colour and with neither light nor shade. As these are as essential 
to dancing as to painting their work will be robbed of all interest 
and charm. 

The master who has been an exponent of his art, and whose 
methods have gained breadth by long experience, will examine 
the young pupil first to see whether he is adapted by nature to 
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dancing. Eight years is the best age to commence lessons as by 
then the student will readily grasp the demonstrations, and his 
physical tendencies can be determined sufficiently to render in- 
struction fruitful. At this age the master should be able to judge 
whether as the child develops he promises to display an elegant 
Stature and graceful figure, because without these natural gifts, 
and the resolution to make rapid progress, the pupil will acquire 
neither skill nor high repute. By my present age, between twenty- 
three and twenty-four, a dancer should have mastered the techni 
que of his art and be at the zenith of his career. Dancing is most 
certainly not an art where worth must wait upon years! Equally, 
we know from experience that a dancer of forty can shine in the 
front ranks if he has had a sound training and is well preserved. 

Directly the rough corners have been eliminated by the first 
exercises the master should begin teaching his pupil what is 
known as “the lesson.’”’ This consists in the linking together of 
elementary exercises and the principal steps in dancing, the con- 
stant practice of which should make perfect. Pliés in all posi- 
tions, grands and petits battements, ronds de jambes a terre and 
en l’air and petits battements on the instep comprise the dancer’s 
exercises. In the beginning these are practised at the bar and 
later without support. By this means the pupil acquires equilib- 
rium. Following upon these elementary exercises come simple 
and composite running steps, coupés in the first position, second 
position and composite; attitudes, grands rond-de-jambes; the 
steps of the chaconne; grands fouettés, facing and while turning; 
quarter turns, bourrée steps and the preparation for various pi- 
rouettes. These classic movements of fine dancing shape the danc- 
er and pave the way to eventual achievement. “The lesson’ con- 
cludes by spinning pirouettes and the execution of terre-a-terre 
steps and vigorous movements. 

The pupil, however, must set himself a higher goal than that 
of an efficient rendering of “the lesson’. To be a finished dancer 
he must cast off the atmosphere of the classroom by gaining as- 
surance, and to prove himself past master he must also seek to 
please and charm. Gracious, easy deportment and expressive 
dancing proclaim the true artist and win the spectator’s delight. 

The master’s subsequent charge is to indicate to and train his 
pupils in the style best suited to their propensities, physique and 


= 


sex. A man’s manner of dancing should differ from that of « 
woman. The pas de vigeur and bold majestic execution of the for- 
mer is not for the latter, who should shine in graceful supple 
movements, charming terre-a-terre steps and a becoming volup- 
tuousness and abandon in her poses. Those of fine stature will be 
directed by the master to the serious style, or damse noble; those 
of medium height and slender proportions to demi-caractére or 
mixed roles; and all under average height and of thickset build 
will be assigned to the comic style and character dances. 

Finally, to create the accomplished artist, the master must in- 
fuse his pupil with the spirit, sensibility and enchantment of his 
art. Should the student have a flair for composition and show 
imagination the wise master will encourage it by letting him ar- 
range dances and instructing him in design and the beauties of 
choreography. 


Example of the composition of groups, attitudes de genres and 
principal Bacchanalian dance. 
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